Introduction: Desire for Competence
here is a growing trend around the Western world among young people skilful with technology to create media content on their own terms and to publish it online. In a media educational study in Finland, it was discovered that youth, in fact, desire to experience skilfulness and competence. The action research called Young People in the Limelight: Towards Agency through Multiliteracies (YPAM) (2015) (2016) (2017) invited vulnerable young people as coresearchers to explore in art-based media workshops what inspires youth to participate in society, in particular, media culture. It was hypothesised that the young participants would be interested in developing their creative self-expression skills. Instead, it happened that many young people wished to master, for instance, camera and editing techniques and technology in general (see also Bloustein 2007; Pariser, Castro, and Lalonde 2016; Vickery 2014) . However, behind these wishes appeared to be a desire to do well and feel competent, as they believed these skills to contribute to innovative art and media content. Most participants did not comprehend the significance of creativity in high-quality work, and many had difficulties with creativity. After all, a goal of the workshops turned out to be to help young people gain an experience of competence through facilitating their creative work within media production.
Creative Media Production
Creativity is not just a topic within the field of arts; creative thinking and work take place in various fields of life and society, from cooking to the media industry. While the focus in media education has shifted more from the analysis of media texts to their production, this shift has brought the question of creativity into the spotlight as well. Banaji and Burn (2007) criticise that the idea of creativity has remained vague in these discussions. After analysing diverse notions of creativity, they find culturalist perspectives useful for media education. Such perspectives of creativity are most familiar in the field of cultural studies.
Cultural studies focus on the contexts where meanings are constructed, such as inspecting the meaning-making practices of media texts in the production and reception of media. In addition to production, the reception of media is considered an active process rather than the passive receiving of audience (Grossberg 1989) . However, contemporary audiences are not only active receivers; they are in diverse relations with media, from becoming more than consumers and users to also being active creators of media content (Kotilainen 2009 ). This situation forms a need to reflect media production in media education more than ever before, especially with youth who are active creators of media. Today, many media educators promote hands-on media education because, in addition to becoming media literate, the skills required to produce media content purposefully and to be creative enable young people to get their voices heard and so to participate in our mediatised society. Furthermore, participatory media education seems to inspire youth, especially withdrawn people, to inspect the critical aspects of media more than merely analysing the media content. (See also Buckingham 2003; Jenkins et al. 2009; Kotilainen 2009 .) Jenkins et al. (2009) emphasise that creative skills such as play, simulation, performance, and remixing are today's core media literacy skills, making active and full participation possible in contemporary society. The production of media content is seen as a creative and selfexpressive process in cultural studies as well (Grossberg 1989) . However, in this context, creativity is not linked with the idea of creative genius or aesthetic taste. Instead, as in this text, creativity refers to the active process in which people apply the acquired cultural practices of meaning-making in their own media production at its best, with a reflective manner that transforms society. Therefore, adjectives like fine and innovative used later in this text next to the words art and media content do not suggest a judgement about the aesthetic quality of the work of the youth. They refer instead to the depth the young people have grasped the cultural meaningmaking practices and/or to their own understanding of their success of applying these practices in their media production.
According to Sefton-Green (2000) , creativity tends to be considered within cultural or social paradigms rather than from psychological viewpoints. He stresses that this tendency does not imply that developmental psychology is not valuable within this debate. In the YPAM study, in addition to the development of young people's media production skills, the support of creativity was a central factor in promoting their experience of competence, which is one of the human needs or motivations forming psychological growth and wellbeing (Deci and Ryan 2000; Ryan, Huta, and Deci 2008; Silbereisen and Lerner 2007) . In other words, creativity as a factor in the formation of competence has significance in youth development and empowerment. For this reason also, it is valuable to inspect how creative work, especially of vulnerable youth, can be supported. Vulnerable refers here to young people who have diminished motivation or ability to make personal life choices or who lack skills for everyday life due to situational, psychological, or physiological reasons (Liamputtong 2007) . So, they are at risk of marginalisation and dropping out of society.
In the past two decades, the pedagogy of multiliteracies has gained ground, especially in the school context around Western culture. The pedagogy was launched in 1990s by the so-called New London Group, who realized the increasing cultural and linguistic diversity of societies due to globalisation, and the multiple new forms of text associated with information and communication technologies (Cazden et al. 1996) . The Group was concerned that not all students benefit from current methods and conditions of teaching and learning due this changing social environment. Thus, there was a need to form a new approach to literacy pedagogy that they called "multiliteracies" (1996) .
The pedagogy of multiliteracies contains four intertwined factors. Situated Practice relates to creating a motivation for learners: the lifeworlds and existing knowledge of learners are acknowledged as starting points of education, and their identities are recruited as a motivation in learning. Overt Instruction refers to teachers' purposeful interventions to scaffold learning processes: to help the learners recognize the key features of their experiences and activities as the target of analysis and, in addition, to offer them useful concepts for the analysis or to assist them to develop their own metalanguage. In the phase of Critical Framing, the learners contextualize their growing understanding of the target of their analysis in relation to history, cultures, politics, ideologies, etc. and thus view things from a distance. Transformed Practice means returning to Situated Practice and re-practicing things in a reflective manner based on what was learned in previous phases. Overall, the pedagogy of multiliteracies promotes the agencies of learners through transformative practices, and it endorses collaborative and informal learning environments and practices (Broderick 2014; Cazden et al. 1996; Cope and Kalantzis 2010) .
In this article, it is examined how the pedagogy of multiliteracies can support the creative work of young people in the context of youth work, where it has been less used. However, as youth work does not possess demanding learning objectives set by a curriculum, the four instructional phases of the pedagogy-Situated Practice, Overt Instruction, Critical Framing, Transformed Practice-were not always rigorously followed in the YPAM workshops. Yet, the workshops were based on participatory media education with transformative, creative, and collaborative aims. So, in this article, it is asked how the pedagogy of multiliteracies can facilitate vulnerable young people's creative work within media production in the context of youth work.
Research Project Young People in the Limelight
In Finland, about 5 percent of all fifteen-to-twenty-nine-year-olds are marginalised, and many more are at risk of dropping out of society (Myrskylä 2012) . Although this societal problem is not as serious as in many European countries, it has been recognised as a challenge to be addressed as it seems to persist. The nationwide case study Young People in the Limelight aims to discover new ways to support vulnerable youth to participate in society, particularly media culture, and to enhance their multiliteracies, especially skills and knowledge of media production. The goal is to develop a media pedagogy, based on the pedagogy of multiliteracies, that encourages vulnerable youth to express themselves in and through media.
The young participants of YPAM were unemployed, struggled with social or learning difficulties, lived through a challenging family situation, or had an immigrant background. In most ways, they acted as any youth, negotiating between diverse culturally defined roles and memberships and shifting between different positions as their desires and practices, including media use, are on the move (Asthana 2012) . Altogether, nearly 100 mostly fifteen-to-twenty-two--year-old young people enrolled in the media workshops, yet about one-third dropped out after the first meetings.
The study includes seven art-based media workshops (sub-studies), which were conducted in collaboration with diverse youth institutions, such as a special youth house, a youth café, a school-like daily workshop run by a city, and a reception centre for young asylum seekers. All workshops, except one, were voluntary for participants. A pilot and four workshops focused on photography. The rest of the workshops concentrated on film, theatre, and creative writing. Eight researchers designed and organised the workshops in cooperation with youth workers and teachers of each institution. In the workshops, the youth were encouraged to create artistic, selfexpression-based media content (photographs, videos, fairy tales, poems, a theatre play) and publish it online or offline (in social media, a magazine, an exhibition, or on stage). The selfexpression-based media tasks varied from quick assignments to entire projects, such as an art exhibition and theatre play. The quick photography tasks used prompts like "Think of an adjective that is important for you and take a photograph illustrating it," "City treasure: take a photograph of something in your neighbourhood that others do not usually notice" (see Hongisto 2015) , "Take a photograph of some societal or personal issue you want to influence" (see Kiuru 2016; Myllynen 2016) , and "Unusual self-portrait: take a photograph representing you without showing your face." In the creative writing workshops, there were tasks like "Write a poem by innovatively utilising internet search engines," "Create a meme concerning the activities or people at the workshop or people in general," "Produce a manuscript of a short movie," and "Write a fairy tale" (see Puska 2016) .
Action research in the case of YPAM means trying to understand a practical, pressing issue of youth marginalisation and to improve this situation directly through the workshops and by developing a media pedagogical model for institutions that work with youth. The action research cycle with phases of planning, acting, observing, and reflecting was operationalised within each sub-study (workshop) from one to several times, depending on the context of the study and time in use. (Reason and Bradbury 2006 .) Furthermore, the pilot and following seven workshops can be understood as a spiral of one large action research, as they were implemented partly sequentially, and the insights of the first workshop were utilised in the second, the results of which benefitted the third and so on. In the YPAM study, understanding and knowledge were built up through these repeated flexible and transformative cycles (Pienimäki and Kotilainen 2018) .
The data of YPAM is mainly qualitative, being collected through mixed methods (Cresswell 1998) . It includes ten researchers' observation diaries, twenty-seven individual interviews with youth, six interviews with seven youth workers, a discussion among two researchers, four individual peer interviews with youth as interviewers and interviewees, a peer interview as a radio show with three young people, summaries of World Café discussions with twelve topics (groups) among youth workers and researchers at two YPAM seminars, and media content made by the youth (e.g. photographs, fairy tales). All interviews are transcribed. Furthermore, the youth completed forty-four background questionnaires (regarding e.g. age, country of birth, media use) and twenty-seven questionnaires about their workshop experiences after the workshops. The extensive qualitative data was categorised (i.e., coded) with two different sets of categories in a total of twenty-one categories, with the help of the Atlas.ti software programme. The categories were formed by a preliminary reading of the data, the key words of YPAM, and by reviewing previous literature on the matter. The categories include, for instance, motivation; social interaction; art and self-expression; identity; and, furthermore, social-cultural media participation in relation to a young individual, an institution, and technology.
Facilitating Vulnerable Young People to Become Creative
Some young people of YPAM who already possessed technical expertise or had received plenty of technical guidance were aware that creativity and self-expression play a significant part in the creation of innovative media content and artworks. However, most youth talked about their aspiration for technical mastery. Nonetheless, most of them developed an interest to improve their creative self-expression skills during the workshops.
Many vulnerable young people appeared to have a low self-image, so they had very little belief in their skills and not much courage to try to create something fine. However, after they received some positive feedback and were pleased with their own work, there appeared a significant increase in their motivation to engage with media tasks and to publish their media content (Broderick 2014; Carr and Jitendra 2000) . Consequently, it was discovered that the vulnerable youth should be challenged to excel themselves in creative work. However, this process turned out to be a challenge by itself, as many YPAM youth had difficulties beginning a creative process and performing with creativity.
When analysing the YPAM data, four key factors of pedagogy were identified that facilitated the vulnerable young people's creative work within media production and their participation and sense of competence: building motivation and self-confidence, creating an encouraging atmosphere, facilitating creative media production, and providing opportunities to publish in authentic settings.
Building Motivation and Self-Confidence to Take Up a Creative Task
Many young people of YPAM had a general lack of interest. Despite this fact, they mostly accomplished the presented tasks, but only from a sense of duty or obligation. This may be because they could not imagine the pleasant experiences they might gain from doing the tasks and so they were not eager to actively start to create something (Broderick 2014) . Thus, they often underachieved in the tasks, especially in the beginning of the workshops. Getting the youth to seriously embrace a creative task was one of the biggest challenges in the workshops. It became important to make connections to their lifeworlds and identity and strengthen their selfconfidence to build their motivation to initiate a creative work.
As most youth today, the vulnerable young people of YPAM were interested in some aspects of media, especially about entertainment and instant communication. Many young people had also produced some artistic media content on their own but lost interest in it for some reason. In the workshops, the opportunity to produce media content was not enough alone to form a motivation. However, when the suggested media tasks had an explicit connection to their lifeworlds and so to their personal interests, their motivation arose (see also Broderick 2014; Cope and Kalantzis 2010; Marsh 2012) . The obvious fact is that they were attached to the issue of their interest in their lifeworlds. This connection had, though, another, deeper meaning in building their motivation. The young people had plenty of knowledge, even skills, related to their interest, which formed an experience of expertise and competence that in turn built their motivation to engage seriously with the tasks and to finish them well. The experience of competence has been noted as a motivational factor also by other researchers (Deci and Ryan 2000; Ryan, Huta, and Deci 2008) .
The motivation of the young people arose through identity-related tasks as well. The significance of these tasks was threefold. First, since youth is a phase of life during which people reflect on their identities in particular, the vulnerable young people were naturally interested in identity processing and thus in the tasks (Cope and Kalantzis 2010) . Second, as many young people had a negative self-image, these tasks opened an opportunity to process their identity and potentially to start looking at themselves in a more positive light, which desirably affected their motivation (Salvio 2013) . Third, the identity-related tasks provided the youth a chance to explore and discover their interests and strengths. The advancement of self-knowledge and consequently, ability to lean on their strengths, increased their chances to excel themselves and thus to gain self-confidence. (Black, Walsch, and Taylor 2011; Carr and Jitendra 2000.) In the strengthening of self-confidence, all positive feedback on their competence and identity, such as verbal comments from peers, were important as well. However, there was a fine line to walk, as many young people were simultaneously afraid to portray their identities, and a prospect for disempowerment seemed to always exist as their identities were put on the table.
Creating an Encouraging Atmosphere to Facilitate the Birth of Creativity
Many vulnerable youth of YPAM were extremely sensitive to the atmosphere of the workshops. If they sensed any hostility from adults or peers, they withdrew or dropped out of the voluntary workshops. If they experienced unpleasant judging or even a prospect of it, they were not likely to participate in the tasks or even to attend the workshops. In fact, many youth said at first that they did not wish to receive any feedback of their work. Consequently, it was crucial to create a non-judgmental and friendly and atmosphere.
The fact that the YPAM workshops were held mostly in the context of youth work was helpful, since it meant that the young people did not receive any grades for their media content.
Likewise, Vickery (2014) discovered that if the young people do not receive grades or credit for their work, they feel more comfortable messing around, exploring, failing, and experimenting (Broderick 2014) . In addition to enhancing participation, playful experimenting created a chance to lead into an innovative work and so to excel oneself.
The fact that most media tasks were artistic in nature relaxed many vulnerable youth as well, as they knew that in art it is difficult to define right and wrong. In other words, the context of the art world appeared to be by itself a facilitating factor in their media production. Also, informal activities (e.g., photography excursions outdoors) and working methods (e.g., peer teaching, project-based learning) proved to be valuable in forming a non-judgmental environment, as they broke down power hierarchies among youth and adults and created a gentle and inspiring atmosphere. For example, teaching peers film editing provided the young tutors a position as experts and so an opportunity to feel competent, which improved their motivation and engagement.
Regardless of the matter that participants resisted feedback, it was crucial to comment explicitly on their work and implicitly on their identities through the tasks. The positive comments formed an uplifting and encouraging atmosphere. The young people's resistance arose merely from the matter that they were used to and afraid of receiving discouraging feedback. In fact, after receiving pleasant feedback, they started to ask for more comments. Positive comments provided them in turn with feelings of success and grew their sense of competence, which seemed to enhance their willingness to participate in the future. However, giving feedback was a delicate matter that instantly affected the atmosphere and participation of the young people. The YPAM pedagogues put much effort in the manner of giving feedback, concentrating mainly on the success of the youth.
Facilitating Creative Media Production
In the YPAM workshops, a great challenge was also posed by creative work itself. The very first impression, yet incorrect, was that many young participants were not innovative, as they had much difficulty with creativity. It was hypothesised that the vulnerable had not previously received an opportunity, such as in school, to do as they wish and for that reason they had lost their interest in creative work. In addition, some asylum seekers had not even attended school. For example, in the creative writing workshop, young participants were offered an opportunity to write a manuscript of a short movie fully from their interests, and in one photography workshop, they were given a chance to do whatever kind of photography project they liked. However, many young people could not come up with any ideas on their own.
In interviews after the workshops, many youth revealed that their minds went "blank" when there was too much freedom. Likewise, Rodríguez-Jiménez and Gifford (2010) found in their participatory art workshop with young refugees that the lack of structure was paralysing rather than liberating. Also in YPAM, it was discovered as important to provide tasks with clear structure and boundaries for the vulnerable young people so that they could grasp the presented task. Yet, a few individuals, who had previously accomplished plenty of creative work, felt that the structured tasks limited their creativity ,and so they experienced a lack of interest towards the task and had trouble accomplishing it. Consequently, the needs and skills of each vulnerable young person should be considered separately.
As many youth had low self-confidence, they were easily inclined to interpret the tasks as too difficult and were afraid of failing. At such occasions, they did not try seriously or gave up totally. So, offering them realistic tasks that they interpreted to be achievable was a key factor to get them engaged with the tasks. Yet if a task was not challenging enough, the experience of excelling oneself was not likely to appear. Therefore, it was crucial to determine appropriate tasks and to properly introduce them as interesting but not too difficult. Constructive feedback was also important, as it improved their self-reflection skills. Figure 1 : Through using a method of a tree of ideas, the young people came up with a photography exhibition, which presented, e.g., self-portraits as a superhero printed on a T-shirt.
The method is based on writing down different ideas and interests and then mixing them up. Source: Pienimäki 2016 Many participants needed help in the awakening of creativity in order to come up with ideas about how to accomplish the presented tasks. Although most of them had constant access to the internet and, in principle, they were able to receive a wide variety of art and media culture, many seemed to have enjoyed our rich culture in a somewhat limited sense. In the workshops, the young people were provided plenty of opportunities to experience art and culture. For example, they were taken to art exhibitions and other inspiring places, like a photography studio and a media house. They made acquaintances with artists. They were shown examples of innovative artworks and media content by pedagogues and given ideas of how to realise creative content. Many young people found it hard to imagine anything without very concrete examples of what to do. Talking about art and media culture was also important for the reason that many young people were not consciously able to utilise the meaning-making practices of Western culture (see also Buckingham 2003) . For example, in photography workshops, it was discussed how different angles and frame sizes affect the meaning of a photograph. The knowledge of these meaningmaking practices helped them to create art and media content purposefully, to produce meanings that they intended to provoke. At the same time, they acknowledged how differently diverse audiences can interpret their media content and that these interpretations can never be fully governed, especially in visual media. Even after experiencing diverse examples of art and media, many times the participants often still only imitated the provided examples. Even though imitation is often opposed in art and media education, the young people seemed to learn a lot about media production merely through imitating (see also Hobbs and Moore 2014) . It was surprising as well that quite a few of them later forgot that their work was much of an imitation, and they felt pride in being able to produce such innovative content. Yet, it was discovered that many creative methods (e.g., a word list, a tree of ideas) facilitated the youth to become significantly more creative (see Figure 1) .
In a couple of photography workshops, a walking method was experimented with as a tool of creativity during outdoor excursions. In this method, the participants are asked to walk slowly around an environment, to perceive it with multiple senses (sight, hearing, sense of smell, etc.) and to pay attention only to a few aspects of the environment. The aim is to sensitise one toward a multisensory and holistic perspective and to an experience of a bodily presence (Keskitalo 2006) . In the excursions, observing angles and frame sizes gave enough impulse to start photographing, and yet, it did not limit the young people's creative work. The multisensory perceiving appeared to increase their alertness and so, they noticed plenty of interesting subject matters (see Figures 2 and 3) . In other words, the vulnerable youth benefited greatly from diverse methods of creativity. Furthermore, as their work became more innovative, they received greater experiences of competence and excelling themselves, which increased their motivation and participation in the future.
Offering Opportunities to Publish Creative Work in Authentic Settings
A part of the research design of the YPAM project was to offer the young people opportunities to publish their creative work in authentic settings, in mainstream media (e.g., a youth magazine), social media (e.g., Instagram), and offline spaces (e.g., an art exhibition, a stage). The act of publishing was confirmed to have particular importance, as the young people appeared to interpret the offered opportunities of showing their work as a sign of their competence, strengthening their self-confidence and motivation to participate (see also Carr and Jitendra 2000; Charmaraman 2013; Hopkins 2010; Vickery 2014) .
The vulnerable were especially motivated by opportunities to publish their work in a forum that was out of their ordinary field of action, such as in a real youth magazine or an art exhibition outside of the institution they usually gathered at or lived in. In these cases, they also put more effort into their creative work as they wanted to show their best work in these special forums, and of course, they more frequently excelled themselves. In addition, as they knew that there are gatekeepers in these publishing forums, as in mainstream media, they considered the act of publishing as a more significant sign of their success than showing their work in Instagram, for instance. However, the youth also appreciated publishing in social media because they realised that their friends and peers were more likely to see their work there. Obviously, getting peer affirmation is important for young people.
The participants gained knowledge about the production of media and the practices of the art world through the process of publishing, as well as facts influencing their creative work later. When they were hanging a photography art exhibition, they realised how an exhibition space can affect the perception of photographs and how photographs next to each other function in interaction, possibly even form meanings together that are beyond their individual content.
The act of publishing was yet another delicate matter, since it entailed a chance to receive feedback of one's creative work, which frightened some young people. Thus, some individuals were not eager to publish their artistic media content, especially in the beginning of the workshops, as they realised that they could not control the reception of their work. For these individuals, private feedback was appropriate to build their self-confidence and courage. On the other hand, feedback publicly and in front of peers such as through an opening speech of an exhibition or on social media forums appeared to further support the vulnerable youth's sense of competence, improving their motivation to participate and to excel themselves in future projects.
Conclusion
In the YPAM workshops, the pedagogy of multiliteracies proved to facilitate the creative media production of vulnerable young people in several ways. As the pedagogy and so the workshops as well were based on the idea of Situated Practice-taking the lifeworlds and identities of learners as an energy and a starting point of education-the workshops were able to build the motivation and self-confidence of vulnerable participants to take up a creative task. The identityrelated tasks also offered an opportunity to process one's identity, and furthermore, to potentially advance the birth of a more positive self-image and increased self-confidence. As the pedagogy of multiliteracies endorses informal, action-based design together with learners (Cazden et al. 1996; Cope and Kalantzis 2010) , it formed an experimental and encouraging atmosphere facilitating the birth of creativity. It was also noticed that the context of the art world, youth work, and positive feedback contributed to the encouraging atmosphere.
The significance of Overt Instruction-scaffolding learning activities-was not fully understood before implementing the workshops. However, during the workshops, it became evident that most participants needed clearly structured tasks in order to grasp them. In addition, offering them realistic tasks, interesting yet achievable from their perspective, allowed them to accomplish a task more complex than one they could do on their own (see also Cazden et al. 1996) .
It was realised that the youth needed many examples of art and media and diverse sources of inspiration, such as visits to exhibitions. However, it was noted that the methods of creativity, in particular, helped the participants to accomplish Transformed Practice, which is more than just an imitation of some artwork or media content. In other words, explicit information about the cultural meaning-making practices was not enough alone for the vulnerable to reach re-practice in a reflective, transformative manner. Furthermore, it was valuable that the re-practice would take place in authentic settings, while the youth learned more about media production and the practices of the art world through the publishing process. The opportunities to publish in authentic settings motivated them to engage with tasks and to excel themselves and raised their sense of competence. These opportunities also offered a chance to gain public feedback, affecting them even more than private commenting.
To sum up, the YPAM study confirms the constitutive ideas of the pedagogy of multiliteracies with vulnerable young people in the context of youth work. In addition, it raises the significance of the many-sided reception of art and media culture, the use of methods of creativity, and publishing in authentic settings. The YPAM study points out that supporting the creative work of vulnerable young people is important for two reasons: first, it improves their skills of media production and so their ability to get their voices heard in our mediatised society. Second, it promotes the experience of competence, which in turn appeared to increase the young people's self-confidence and motivation to participate. The motivation to participate in society is certainly a key feature in preventing the marginalisation of young people. Furthermore, the experience of competence is by itself a factor contributing to the wellbeing of young people (Deci and Ryan 2000; Silbereisen and Lerner 2007) .
However, it is justified to ask if there are enough opportunities for the vulnerable young people to develop and perform their creative skills in school and in their spare time and so to experience a sense of competence. Are teachers able to offer enough places for creativity within their tight curriculums and to give enough attention and support for the vulnerable when classrooms are overcrowded with pupils? As youth work does not possess the demanding objectives of a curriculum, it has more opportunities to offer creative and playful situations for vulnerable youth. However, in many countries, the human and financial resources are tight in the context of youth work. In addition, although in Finland there are many special youth houses that even target vulnerable youth, there is still a need for even more creative art and media workshops for the vulnerable because empowerment requires a lengthy time to be established (Pienimäki and Kotilainen 2018) . In other words, one short workshop (e.g., a few hours once a week during a semester) is just barely able to initiate an empowerment process for a vulnerable young person.
A similar challenge appears when artists conduct community art projects for vulnerable groups. As the artists are often financed by project money, there is no continuity for their workshops. In future research, another critical point to inspect would be how to translate the improved creative skills into operable social capital and how to transfer the motivation to participate outside the workshops into social realities in schools and workplaces with great aims and strain (Hopkins 2010; Podkalicka and Staley 2009) .
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